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by the Canadian Bookbinders 
and Book Artists Guild and 
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membership. 


ON THE COVER 
Susan Warner Keene holds 
up the roll of perforated paper 
made at Papeterie Saint-Armand. 

Facing page: 

An illuminated and gilded letter 
from Alphabets , Les Editions 
Lucie Lambert. (See Canadians 
at Codex 2013, page 21.) 

Background : Papeterie Saint- 
Armand s Linen Wrap paper, 
natural colour. 


JOCELYNE AIRD-BELANGER began 
printmaking in 1975 at the Atelier 
de Tile, Val-David, Quebec where 
she was director and coordinator 
for more than 20 years. She has had 
many solo exhibitions of her prints 
and artist’s books in Quebec and 
France and exhibited extensively at 
the national and international level 
(US, Mexico, Portugal, and Japan). 

In 2013, she exhibits in Chartres, 
France, and will receive the Prix 
International St-Denys Garneau for 
the artist’s book Ritue/s dAmeriques, 
created with the poet Jean-Paul 
Daoust. 

WALTER BACHINSKI divides his 
time between making books and 
making pastel paintings. He has 
exhibited his paintings, prints and 
sculpture since the early 1970s. His 
most recent exhibition opened at the 
Han Art Gallery, Montreal in April 
2013. Bachinski’s current book 
project is a complex pochoir of the 
Birth of Venus combined with a book 
of poems on the subject. 

CATHRYN MILLER is a book artist, 
graphic designer, writer, copy editor, 
and proofreader. Her artist’s books 
have won awards and are in public 
and private collections around the 
world. She surfs the net from a 
computer near Saskatoon. 

SAARA MORTENSEN recently 
completed a Masters degree in 
Photographic Preservation and 
Collections Management. An 
emerging museum and archive 
professional, she runs SaplingW 
Seedling Bindery where she offers 
a range of book repair services and 
custom work using traditional book¬ 
binding methods, while participating 
in and promoting the DIY, arts, and 
handmade movement in the 
Ottawa area. 


GINA PAGE is a printmaker, poet, 
papermaker, and book artist who 
lives in Richmond, BC. She studied 
English literature and printmaking 
at UBC and Emily Carr University 
of Art + Design, and is a member 
of Malaspina Printmakers Society 
in Vancouver. Her books are held 
in various public and university 
special collections libraries. 

CARYL PETERS has been designing 
and publishing limited editions of 
Canadian poetry and literary 
criticism under the imprint Frog 
Hollow Press for the past 12 years. 

DON TAYLOR has been a book¬ 
binder in Toronto since 1980. His 
practice includes book restoration, 
design bindings, portfolio making 
and corporate and edition binding 
for design firms, architects, small 
presses and private customers. 
Don’s design bindings and book 
works have appeared in exhibitions 
across Canada and in Japan, Italy, 
and France. 

JIM WESTERGARD has taught 
printmaking and drawing since 
1969 at colleges and universities 
in Colorado, Illinois, and Red Deer 
College in Alberta, where he retired 
in 1999. He works from his studio in 
Red Deer. His work is in corporate, 
public and private collections in 
North and South America, Europe 
and the UK. 

EWA MONIKA ZEBROWSKl’s 

photographs and artist’s books 
are found in private, public, and 
academic institutions including the 
Art Gallery of Ontario; National 
Museum of Women in the Arts, 
Washington, DC; Bibliotheque 
Nationale du Quebec; National 
Library of Canada; Tate Britain; 
Bibliotheque Nationale de France; 
McGill and Yale universities. She 
has had 17 solo exhibitions and 
won numerous awards. 
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Water Books, a Concert in F(lax) for Fourdrinier and Artist: 

Susan Warner Keene at Papeterie Saint-Armand by Don Taylor 


I t’s probably a coincidence. In 1979 David Carruthers started making handmade 
paper at Papeterie Saint-Armand, his mill in Montreal, and became an important 
Canadian supplier of fine art papers, in the same year Susan Warner Keene graduated 
from the Ontario College of Art in Toronto and became an important Canadian fibre 
artist working primarily in handmade papers. However, it took until 2012 for these two cul¬ 
tural forces to come together in Susan’s latest project, Water Books. This work was possible 
at Saint-Armand because of the resident Fourdrinier papermaking machine. 


Papeterie Saint-Armand, sitting like a throwback 
from the Industrial Age in a large wet warehouse 
on the edge of the Lachine Canal in Montreal, is the 
creation of David Carruthers, a man with deep roots 
in Canada’s papermaking history. His grandfather 
owned a paper mill in Ontario and David’s father 
sold the paper that Grandpa Carruthers made. 


So when, in 1979, fed up with his office job at The 
Pulp and Paper Association of Canada, David set up 
shop on his own, he was able to translate his know¬ 
ledge of the industry and his love of nineteenth- 
century technology into an artisanal business 
making fine handmade paper for artists, stationers, 
packagers and bookbinders. 



Left: The “dry” end of the Fourdrinier where the cutter trims the paper roll. / A gauche : Le cote « sec » de la Fourdrinier 
ou le coupeur rogne le rouleau de papier. Right: Graham Thoem and David Carruthers put a post of wet sheets into the 
hydraulic press. / Graham Thoem et David Carruthers inserent une porse de papiers mouilles dans la presse hydraulique. 
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While continuing to produce handmade paper in 
pre-industrial Revolution fashion, i.e., sheet by sheet 
by a human with a mould and deckle, Saint-Armand, 
as they are known in Toronto at least, upped their 
game substantially in 1992 by acquiring a 1000 lb. 
Hollander beater which was put to use feeding the 
considerable productive power of their other new 
purchase, a Fourdrinier. 

This remarkable machine with its 100 feet of paper¬ 
forming web, suction table and heated rollers, can 
form and dry a continuous 22-inch-wide roll of paper 
until the end of time, or for as long as you feed it with 
the “mechanical” pulp, i.e., no chemicals, produced 
by the Hollander. The Hollander beater processes 
a combination of water and cotton, or linen offcuts 
from the garment industry, into paper pulp. It can 
also use other cellulose-bearing fibres such as flax, 
jute and sisal, and it was the combination of the capa¬ 
bilities of the beater and Fourdrinier in play with flax 
fibre that attracted Keene’s attention. 

As she described it, the “hypnotic” process of the 


Fourdrinier; pulp and water agitated together, the 
continuous wet leaf pressed through felted rollers, 
and then gradually dried out by suction and more 
heated rollers all at the continuous rate of 12 feet per 
minute, had her wondering how she could interact 
with this device. She was intrigued to see her familiar 
sheet-forming practice reinterpreted in this way and 
proposed a project which would see her interacting 
with the machine to produce a body of paper that she 
could put to use in a future project. 

Carruthers, who enjoys this kind of artistic inter¬ 
vention at the Papeterie, was, as Keene reports, “en¬ 
thusiastic” and she returned twice more to plan and 
then execute her project. 

Keene started out interested in weaving and 
tapestry but for the last 20 years the processes and 
materials of hand papermaking have occupied her 
creative life. She has observed that while we have 
for many years used paper as a medium to record 
experience, ideas, and observations, the paper it¬ 
self “can embody experience, as we do ourselves. It 


BOOK ARTS ARTS DU LIVRE CANADA 2013 VOL.4 NO.I 3 



Top, left: Dark Rebus #2 from ReVisions, 2007. Text: Round, as yet round, my dreams keep revolving. - Basho, 1694. 
Handmade paper (abaca fibre), thread, pigment. 46 cm diameter. 

Top, right: Cursive #3 from Water Line, 2010. Handmade flax paper, linen thread, pigment. 48 x 50 x 3 cm. 

Below: Silence, 2011. Handmade paper (abaca fibre, cotton rag), 61 x 609 x 2.5 cm. 
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can assume the qualities of cloth and skin, evok¬ 
ing the body and its knowledge.” She has primarily 
used flax fibre because of its unique potentials, un¬ 
locked in the processes of pulp preparation and sheet 
forming. The nature of flax fibre pulp can give the 
sheet a translucent skin-like quality as well as distinc¬ 
tive features of stretch while wet and of texture as it 
shrinks during drying. 

In 2011, her show, Silence , commented on the idea 
of the sequential nature of the book form as a physi¬ 
cal object and the “imaginative space” of the page. 
The dramatic textures in this series of n handmade 
sheets came out of Keene’s experiments with the 
preparation of her flax. 

Earlier shows such as Water Line commented on 
the “fluid medium of papermaking to observe the 
power of water to form and imprint our world.” 

In Revisions from 2007, works such as Rebus and 
Painted Book used text rendered in high shrinkage 
pulp to achieve a kind of 3D calligraphy. 

More recently, in her 2012 show, Foliate, Keene re¬ 
flected on the sheet of paper as an end in itself rather 
than a vehicle for information. In these works the 
“empty” page carries its own message. 

For Water Books, she realized that the Fourdrinier 
was superbly capable of, in effect, making that earli¬ 
est of book forms, the scroll, and for that matter, one 
of infinite length, as long as you avoided the trimmer 
that cuts the paper into sheets at the dry end. 


Top, left: Water Line #3 from Water Line, 2009. 
Handmade flax paper, pigment. 35.5 x 24 x 1.27 cm. 

Top, right: Leaf #g from Foliate , 2012. Handmade paper 
(abaca fibre, cotton rag, linen thread). 54.6 x 44.5 x 
3.8 cm. 

Below: Leaf #4\voxa Foliate, 2012. Handmade paper 
(abaca fibre, cotton rag). 58.4 x 45.7 x 3.18 cm. 
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Keene using a section of plastic eavestrough to interrupt the flow from the water jets. / Keene utilise un morceau de 
gouttiere en plastique pour arreter le cours des jets d’eau. photo | anthony vieira 


Preparations for the big event included installing a 
series of water jets arranged across the width of the 
paper-forming web at the so-called “wet end.” These 
would watermark the paper along its length in a way 
suggestive of musical staves or lines of text. (I would 
add that with an awareness of the skin-like proper¬ 
ties of flax paper, these marks also suggest ritual 
scarification). Flax was the pulp of choice, as it often 
is with Keene, because of its strength. Also tests with 
the water jets worked well with the flax. Other tests 
established the desirable pressure for the water and 
the speed of the paper-forming web. 

It was also necessary to be able to interrupt 
the water jets without stopping the papermaking 
process. To this end, a simple piece of eavestrough- 
ing was adopted as a way to allow Keene to catch the 
water from the jets and stop the watermarking for 


a few seconds at a time according to a preset time¬ 
table. This became her opportunity to influence the 
Fourdrinier’s otherwise uniform production as the 
paper rolled by and introduce a little of what David 
Pye, in The Nature and Art of Workmanship, calls 
“workmanship of risk.” Yes, you can make a mess 
but equally the possibility is there to do something 
original and unique. This is the moment where the 
artist can collaborate with the machine. The time¬ 
table became the “score” with which she conducted 
the piece. 

Let us now return to Papeterie Saint-Armand in 
November 2012, where something “hypnotic” is hap¬ 
pening. Weeks of preparation and tests are about to 
come to fruition. A quantity of flax pulp has been 
made ready. Above the water jets Keene has pinned 
her score, a piece of paper with her hand-written 
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time indications for “water on” or “water off.” Now 
she stands ready with her piece of gutter like a baton 
in hand. Please take your seats. This performance 
will last slightly less than an hour. 

The Fourdrinier starts its work. The noise is deaf¬ 
ening. Pulp becomes wet leaf, and then, as the web 
vibrates and the water is suctioned out of the pulp 
and the heated rollers press and dry the “scroll,” 
hundreds of feet of flax paper, watermarked accord¬ 
ing to the score, are rolled up by the end of the hour. 
Suddenly the performance is at an end. 

What now? Water Books is really just beginning 
the process of coming into being. Susan has removed 
her, by my calculation, 700 feet of paper to her studio 
in Toronto. Plans have yet to crystallize but to be 
sure the outcome of this exercise will result in a body 
of work in the Keene mode - intelligent, thoughtful 
and powerfully felt by the viewer, both intellectually 
and on the surface of the skin. • 

www.susanwarnerkeene.com 

www.st-armand.com 



PHOTO | ANTHONY VIEIRA 

Susan Warner Keene would like to thank David 
Carruthers and Denise Lapointe, directors of Papeterie 
Saint-Armand, for their expertise and enthusiasm for the 
project, and staff members Joanne Murray and Anthony 
Vieira for invaluable assistance. She is also grateful to the 
Ontario Arts Council for supporting this endeavour. 


“Livres d’eau,” un concerto en 
lin pour Fourdrinier et artiste: 
Susan Warner Keene a la 
Papeterie Saint-Armand 

C’est en 1979 que David Carruthers commence 
a creer du papier fait main a la Papeterie Saint- 
Armand, sa fabrique a Montreal, et devient un four- 
nisseur canadien de papiers beaux-arts de premier 
plan. Ce n’est probablement qu’une coincidence, 
mais la meme annee, Susan Warner Keene obtient 
son diplome a l’Ontario College of Art de Toronto 
et devient une importante figure de Fart textile au 
Canada, travaillant principalement avec du papier 
fait main. II faudra toutefois attendre 2012 pour que 
ces deux forces culturelles se reunissent autour du 
dernier projet de Susan, Water Books (.Livres d’eau). 
Cette collaboration etait realisable a Saint-Armand 
en raison de la presence d’une machine a papier 
Fourdrinier. 


La papeterie Saint-Armand, qui siege comme un 
rappel de l’ere industrielle dans un immense entrepot 
humide sur le bord du canal de Lachine a Montreal, 
est la creation de David Carruthers, un homme 
profondement enracine dans l’histoire de la fabri¬ 
cation du papier au Canada. Son grand-pere etait 
proprietaire d’une fabrique de papier en Ontario et 
le pere de David vendait le papier que grand-papa 
Carruthers fabriquait. 

En 1979, lasse de son travail de bureau a l’Associ- 
ation des pates et papiers du Canada, David s’installe 
a son compte. II est alors en mesure d’utiliser ses con- 
naissances de l’industrie du papier et son amour pour 
les technologies du dix-neuvieme siecle pour creer 
une entreprise artisanale fabriquant du papier fait 
main de qualite pour les artistes, papetiers, createurs 
d’emballage et relieurs. 

Tout en continuant a fabriquer du papier fait main 
de fagon pre-revolution industrielle, c’est a dire, 
feuille par feuille par un humain avec un moule et 
une couverte, Saint-Armand, comme on l’appelle a 
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Toronto, passe a la vitesse superieure en 1992 avec 
Pacquisition d’une pile hollandaise de 1000 livres. 
Cela dans le but d’accroitre le considerable pouvoir 
de production de leur nouvel achat, une machine a 
papier Fourdrinier. 

Cette machine remarquable avec ses 100 pieds de 
longueur de papier en formation, sa table d’aspiration 
et ses rouleaux chauffants, peut fabriquer et secher 
en continu un rouleau de papier large de 22 pouces 
jusqu’a la fin des temps, ou aussi longtemps que vous 
la nourrissez avec de la pulpe « mecanique », c’est a 
dire celle produite par la pile hollandaise, sans pro- 
duits chimiques. Cette pile hollandaise transforme 
un melange d’eau et de coton, ou des chutes de toile 
de lin provenant de Pindustrie du vetement, en pate 
a papier. On peut egalement utiliser d’autres fibres 
cellulosiques comme le jute et le sisal, mais ce sont les 
resultats produits sur la fibre de lin par Paction con- 
juguee de la batteause et de la machine a papier qui 
ont attire Pattention de Keene. 

Le procede « hypnotique » de la Fourdrinier, comme 
elle Pa decrit; la pulpe et Peau agitees ensemble, la 
couche continue de pate humide pressee a travers 
des rouleaux feutres, puis sechee progressivement 



par aspiration et par d’autres rouleaux chauffants 
tous a la vitesse continue de 12 pieds par minute, tout 
cela lui a fait se demander comment elle pourrait in¬ 
tervene avec cet appareil. Elle etait curieuse de voir 
sa methode traditionnelle de formation de la feuille 
reinterprete de cette fagon et elle a propose un pro¬ 
jet qui la verrait interagir avec la machine pour fabri¬ 
quer un corps de papier qu’elle pourrait utiliser pour 
un futur projet. Carruthers, qui apprecie ce genre 
d’intervention artistique a la Papeterie, etait, comme 
Keene le rapporte, « enthousiaste », elle y est done 
retournee deux fois de plus pour planifier et executer 
son projet. 

Keene a commence a s’interesser au tissage et a la 
tapisserie, mais pendant les 20 dernieres annees, les 
procedes et les materiaux de fabrication du papier 
fait main ont occupe sa vie creative. Elle a remarque 
que si nous utilisons le papier depuis longtemps 
comme support pour enregistrer nos experiences, nos 
idees et nos observations, le papier lui-meme « peut 
incarner l’experience, comme nous le faisons nous- 
memes. II peut revetir les qualites du vetement et 
de la peau, en evoquant le corps et son savoir. » Elle 
utilise essentiellement de la fibre de lin en raison de 
son potentiel unique qui se revele dans les processus 
de preparation de la pate a papier et de la formation 
de la feuille. La nature de la pulpe de fibres de lin peut 
donner a la feuille de papier des qualites proches 
d’une peau translucide, ainsi que des caracteristiques 
distinctives d’etirement a l’etat humide et de texture 
quand elle se retracte lors du sechage. 

En 2011, son exposition, Silence , parlait de l’idee 
de nature sequentielle de la forme du livre en tant 
qu’objet physique et de P« espace imaginaire » de 
la page. La structure dramatique de cette serie de 
onze feuilles faites a la main provenait directement 
de l’experience de Keene lors de la preparation de 
son lin. 

D’autres expositions auparavant, comme Water 
Line , parlaient de la « fabrication fluide du papier en 
observant la puissance de l’eau a former l’empreinte 
de notre monde ». 

Dans sa serie Revisions , commencee en 2007, des 
oeuvres telles que Rebus et Painted Book utilisaient 


8 BOOK ARTS ARTS DU LIVRE CANADA 2013 VOL.4 NO.I 









des textes preserves dans une pulpe extremement re- 
trecie pour obtenir une sorte de calligraphic en trois 
dimensions. 

Plus recemment, dans son exposition Foliate , en 
2012, Keene montrait la feuille de papier comme 
une fin en soi plutot qu’en tant que vecteur d’infor- 
mations. Dans ces travaux, la page « vide » porte son 
propre message. 

Pour Water Books , elle a realise que la machine a 
papier etait en realite tout a fait capable de creer la 
forme premiere du livre, le rouleau, et dans ce cas-ci, 
un rouleau d’une longueur infinie, tant que vous 
n’actionnez pas la lame mobile qui coupe le papier en 
feuilles a la fin du sechage. 

Les preparations pour le grand evenement com- 
prenaient ^installation d’une serie de jets d’eau dis¬ 
poses en pleine largeur au-dessus de la toile de papier 
en formation, a la dite « section humide ». Ceux-ci 
devaient creer des filigranes d’un bout a l’autre de la 
longueur du papier, suggerant des portees musicales 
ou des lignes de texte. (J’ajouterai qu’en etant consci- 
ent que les proprietes du papier de lin ressemblent 
a celles de la peau, ces marques rappellent aussi les 
scarifications rituelles.) Le lin etait la pulpe de choix, 
comme ga Lest souvent avec Keene, en raison de sa 
robustesse. De plus, les essais avec les jets d’eau fonc- 
tionnaient bien avec le lin. D’autres tests ont permis 
d’etablir la pression souhaitable pour l’eau et la 
vitesse de la toile de papier en formation. 

II etait aussi necessaire d’etre en mesure d’arreter 
les jets d’eau sans interrompre le processus de fabri¬ 
cation du papier. A cette fin, un simple morceau de 
gouttiere en plastique a ete adopte pour permettre 
a Keene de recueillir l’eau des jets et d’arreter le 
marquage de l’eau pour quelques secondes selon 
un horaire predefini. C’etait le moyen d’influencer 
la machine a papier et sa production uniforme au 
moment ou le papier se deroule et d’introduire 
un peu de ce que David Pye dans The Nature and 
Art of Workmanship (La nature et Tart de la qualite 
d’execution) appelle «la maitrise du risque ». Oui, vous 
pouvez faire du gachis, mais de la meme maniere, la 
possibility de faire quelque chose d’original et unique 
est la egalement. Voici le moment ou l’artiste peut 



CECI N’EST PAS UNE CHAISE 

par Denise Lapointe 

Desirant obtenir une variete unique de papier, un 
client a envoye a Saint-Armant les debris d une 
chaise ancienne. A la papeterie, les copeaux ont 
ete cuits dans un bain chaud infuse de cendres, 
pour ensuite etre traites dans une petite pile 
hollandaise. A son tour, la tapisserie a ete passee 
a la batteuse ; les deux matieres ainsi obtenues 
ont ete melangees et transformees en feuilles 
moyennant un moule et une couverte traditionnels. 
Resultat: la chaise est devenue papier pour 
un livre. 

or WHEN IS A CHAIR NOT A CHAIR? 

A customer, wanting to create one-of-a-kind 
paper, sent the wood-chipped remains of an 
antique chair to Saint-Armand. At the mill, the 
chips were cooked in a hot ash-infused bath, 
then processed in a small Hollander beater. Next, 
the chair’s upholstery fabric was beaten, and the 
two batches mixed together and formed into 
sheets by traditional mould and deckle. Result: 
a chair becomes paper for a book. 
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collaborer avec la machine. L’horaire devenant ainsi 
la « partition » avec laquelle elle peut diriger la per¬ 
formance. 

Revenons maintenant a la Papeterie Saint-Armand 
en Novembre 2012, ou quelque chose d’hypnotique 
est sur le point de se produire. Des semaines de pre¬ 
parations et d’essais vont enfin se concretiser. Une 
certaine quantite de pate de lin a ete preparee. Au- 
dessus des jets d’eau, Keene a epingle sa partition, un 
morceau de papier avec ses indications de temps man- 
uscrites pour « activer l’eau » ou « desactiver l’eau ». 
Maintenant elle est prete, avec en guise de baguette, 
son morceau de gouttiere a la main. S’il vous plait, 
prenez vos places. Cette performance va durer un 
peu moins d’une heure. 

La machine commence son travail. Le bruit est as- 
sourdissant. La couche de pate humide devient papier 
et puis, alors que la toile vibre, que l’eau est aspiree 
et que les rouleaux chauffants pressent et sechent 
le « rouleau », des centaines de pieds de papier de 


lin, marques de filigranes selon la partition, sont en- 
roules a la fin de l’heure. La performance est soudain 
terminee. 

Et maintenant? Water Books (Livres d’eau) n’est 
vraiment que le debut d’un processus en train de 
naitre. Susan a deplace, d’apres mes calculs, 700 pieds 
de papier dans son studio a Toronto. Les plans doivent 
encore se cristalliser, mais le resultat de cet exercice 
donnera surement lieu a un ensemble d’oeuvres dans 
le style de Keene — intelligent, reflechi, et profonde- 
ment ressenti par le public aussi bien intellectuelle- 
ment que de maniere epidermique. • 

(Translation: Carole Masure, www.abcfrench.ca) 

Susan Warner Keene tient a remercier David Carruthers 
et Denise Lapointe, administrateurs de Papeterie Saint- 
Armand, pour leur expertise et leur enthousiasme pour 
le projet, et les membres du personnel Joanne Murray et 
Anthony Vieira pour leur aide inestimable. Elle est aussi 
reconnaissante au Conseil des Arts de I’Ontario d’avoir 
soutenu cet effort. 



J Hewit & Sons Ltd 

LEATHER MANUFACTURERS 


And Suppliers of Equipment, Tools, Materials & 
Sundries for all Craft Bookbinding requirements. 

The ‘One-Stop Shop for Bookbinders’ is available online at: 

www hotA,it 

Our online catalogue and ‘Shopping Cart’ is packed full of 
information on the complete range of products we manufacture 
and sell. 

\ / 

New Products at www.hewit.com/news/ include: 


Archival Suede Calf 

Analogue and Digital Thickness Gauges 
Genuine Silk Threads for Headbanding 
Filmolux 610 Repair Film, Awls & Needle Vice 


J3 


DDL 


We look forward to seeing you at the CBBAG Conference 
in Calgary in July. If you have any particular items you would like 
to purchase from us at the Trade Fair, 
please place your orders with us by the 20 th June. 


sales@hewit.com 

J. Hewit & Sons Ltd. 

12 Nettlehill Road 
Houstoun Industrial Estate 
Livingston, West Lothian 
EH54 5DL, Scotland 


Tel: +44 (0)1506 444160 


Fax: +44 (0)1506 437749 



Chiyogami 

covers books, boxes and more! 

See our website for a reseller near you. 


THE 

JAPANESE 

PAPER 

PLACE 


The Japanese Paper Place 
www.japanesepaperplace.com 
tel, 416-538-9669 
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Jonathan 

Tremblay 

d’ingenieur a 
relieur ingenieux 

par Jocelyne Aird- Belanger 


En haut: Jonathan Tremblay 
aiguisant un outil pendant le stage 
qu’il donnait recemment en Alberta 

pour CBBAG. PHOTO I LEE CHURCHILL 

A droite : L’abecedaire de New 
York, Glenn Burney, 2002. Realisee 
en 2007. Reliure a mors ouvert en 
plein cuir d’anguille de Coree de 
couleur sang de boeuf, avec 
couture apparente sur ruban 
gaine de cuir. Decor constitue 
d’incrustation de bande de cuir 
d’anguille de couleur ebene. 

22.5 x 12.7 x 1.5 cm. 

PHOTO | DENIS LAROCQUE 


L e repute relieur de la ville de Quebec, Jonathan 
Tremblay devint d’abord ingenieur en 1992 
apres avoir complete un baccalaureat en genie 
electrique de l’Universite de Sherbrooke. 11 a 
obtenu par la suite un diplome en design d’interieur a 
Quebec avant de s’investir totalement dans Part et le 
metier de relieur qu’il pratique depuis 20 ans. Autodidacte, 
il etudie d’abord a la Tranchefile a Montreal. Par la suite, 
il s’est perfectionne, par le biais de nombreux stages 
dispenses par des maitres-relieurs europeens. En 1996, 
il fonde dans la ville de Quebec l’Atelier la Parure, ou il 
enseigne la reliure et accepte des apprentis. 


BOOK ARTS ARTS DU L1VRE CANADA 2013 VOL.4 NO.I II 




Le liure des origines, Andre Ricard, 2004. Realisee en 2005. Reliure plein cuir d’anguille de couleur noir et 
grege. Decor constitue de mosaique sertie. 21.7 x 16.2 x 2.8 cm. photo | denis larocque 


Jonathan Tremblay a garde de sa formation d’in- 
genieur une fagon methodique de travailler et de re- 
flechir d’une maniere tres cartesienne de travailler 
afin de bien circonscrire les problemes lies a la crea¬ 
tion. II analyse le defi qu’on lui pose, la commande 
precise qu’on lui soumet et trouve la solution la 
plus efficace pour arriver au resultat escompte, en 
coherence avec le budget, les attentes du client et la 
qualite ou l’importance du livre a relier ou du projet a 
realiser. 

Apres avoir discute avec le client et avoir cerne 
au plus pres ses attentes, il realise un prototype qui 
s’avere le plus souvent definitif. Avant de commencer 
a construire sa maquette, il fait d’abord des croquis 
de son projet qui sont, la plupart du temps, des 
abstractions geometriques. L’idee se precise peu a 
peu avant d’aboutir a Elaboration finale. Il y va selon 
l’intention du client et selon son intuition, influence 
par le titre, le texte ou les images et plutot par une 
impression d’ensemble de l’oeuvre a accomplir. 


Il n’a pas de cahiers de croquis et se laisse surtout 
inspirer par les materiaux qui pourraient le mieux 
convenir au projet en cours. L’etape suivante consiste 
a etendre sur sa table de travail le contenu de son 
imposante banque de materiaux parmi lesquels il 
selectionnera un ensemble de produits convenant a 
tel projet specifique. Ses cuirs viennent de partout. Il 
utilise beaucoup de cuirs marins comme le galuchat 
ou la carpe. Sa banque de materiaux est si bien 
garnie qu’il ne croit pas reussir a utiliser un jour tous 
les tresors qu’elle renferme. Il continue pourtant a 
l’alimenter, toujours seduit par les cuirs exotiques, 
les echantillons de maroquinerie ou de tissus qu’il 
decouvre a tout coup lors de ses voyages en France, 
aux Etats-Unis ou ailleurs. Il a aussi monte en para¬ 
llel, un repertoire de fournisseurs d’une richesse 
impressionnante. 

Tremblay a toujours ete tres habile de ses mains, 
d’ou son attirance pour tous les aspects du metier 
de relieur. Il realise des reliures, des boites pour des 
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L’intime soif Jean Royer, 1981. Realisee en 2011. Reliure plein cuir de buffle de couleur flanelle. 
Decor constitue d’incrustation de ecorce de bouleau dans un camai'eu de bleus et de filets au 
palladium. 24.5 x 18.5 x 1.5 cm. photo | denis larocque 


medailles ou des textes, des commandes, des produits 
corporatifs, de la restauration et, a Poccasion, ses 
propres creations. II a pu constater au cours des 
ans que les clients, ne s’y connaissant pas en reliure 
et n’etant pas soumis a Pinfluence de leur milieu, 
etablissent plus facilement une relation de confiance 
avec le relieur qu’avec le designer d’interieur, metier 
qu’il a pratique anterieurement. 

President des Amis de la Reliure d’Art du Canada 
(ARA-Canada), il organise de nombreux echanges 
avec des relieurs frangais dont certains viennent en 
stage chez lui chaque ete. ARA-Canada met sur pied 
une exposition nouvelle presque chaque annee. 
L’exposition « Les Escaliers de Quebec » a ete presen¬ 
tee a Montreal ce printemps et le sera a Paris du 
27 mai au 27 juillet 2013. La prochaine exposition, 
intitulee « La Couleur du Vent», est une collaboration 
avec l’Ecole Estienne de Paris. Inspire du poeme du 
meme nom de Gilles Vigneault, ce projet reunira 
25 relieurs nord-americains et 25 frangais (www. 


aracanada.org). Tremblay fait partie du Conseil des 
metiers d’art du Quebec et est tres souvent invite 
comme jury. En tant que jury, il se fie au depart sur 
sa premiere impression, sur l’emotion qui se degage 
d’une oeuvre. Puis il devient plus minutieux, exigeant 
et pointilleux et analyse en detail la technique. 

L’artiste-ingenieur a participe a plusieurs expo¬ 
sitions thematiques et a remporte de nombreux prix. 
Parmi les prix et distinctions qu’il a obtenus, souli- 
gnons le prix du Golden Book en Estonie en 2000 et le 
Prix de la releve quebecoise en 1996. Il se meritait en 
2011 le prix Best Binding du Chicago Public Library au 
concours « One Book, Many Interpretations » pour 
sa reliure de Brooklyn de Colm Toibin. Tous les cinq 
ans le concours reunit 100 participants dont on 
retient 50 exposants. Ce prix a beaucoup contribue 
a la notoriete de Partiste au Canada et aux Etats-Unis. 

Pour conclure, Jonathan Tremblay deplore le fait 
que Penseignement complet de la reliure existe de 
moins en moins dans les diverses institutions. C’est 
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Lettresphi/osophiques, Voltaire, 1924. Realisee en 2010. Reliure en plein cuir de buffle avec garde bord a bord de couleur 
fauve. Decor constitue dune composition de lettres en relief a bord franc gainees de cuir. 19.3 x 16.5 x 4.5 cm. 

PHOTO | DENIS LAROCQUE 


un savoir et un metier en voie de disparition. II n’y a 
presque plus d’ecoles ou apprendre toutes les tech¬ 
niques du metier et elles ferment Pune apres l’autre en 
Europe. Restent, en France, le lycee Tolbiac et l’Ecole 
Estienne dans le I3e a Paris. On Penseignait autre¬ 
fois a PInstitut des Arts graphiques a Montreal, mais 
Pinstitut est maintenant ferine. Ce metier d’art ex- 
igeant demande plus qu’un cours ou deux d’initiation. 
II faut aussi acquerir de Pexperience et suivre des 
stages de perfectionnement ou qu’ils se donnent. 

Tremblay travaille le plus souvent seul, mais s’il 
doit completer une grosse commande, il embauche 
des gens qu’il a formes lui-meme. Pour lui, le livre 
electronique n’est pas une menace envers les artisans 
relieurs. Ce sont plutot les entreprises de reliures 


industrielles qui en souffrent. Outre le fait que les 
artisans peuvent creer des reliures pour les tablettes 
de lecture electronique, il croit que la reliure d’art 
deviendra d’autant plus appreciee que le livre se fera 
de plus en plus rare et precieux. 

Le travail du relieur au Quebec et au Canada est 
tres complexe car il doit, bien souvent, tout faire lui- 
meme : le papier decore, la dorure, etc. Alors qu’en 
France ou en Belgique ou ce metier est vraiment 
choye, il peut avoir recours a des ateliers specialises 
dans ces matieres, ici, le relieur ne peut en general 
que compter sur ses propres ressources. Il est tout 
a la fois concepteur, realisateur et executant, en 
somme un homme orchestre tres ingenieux. • 
www.aracanada.org/jonathan/ 
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JONATHAN TREMBLAY’S SELECTED SUPPLIERS 


La Trouvaille 

(cuir divers prouenent des grands 
couturiers) 

25 rue Lecuyer 
93400 Saint Ouen, France 
tel: 33.6.78.44.06.33 
www.latrouvaille.net 

Les Cuirs Fournier 

[cuirs divers provenant d’ltalie) 

18 Rue de Crussol 
75011 Paris, France 
tel: 33.1.48.06.54.54 

Pausserie Poulain 

(suede de pore et chevre) 

52 Boulevard Richard-Lenoir 
75011 Paris, France 
tel: 33.1.48.05.54.54 
www.peausseriepoulain.com 

Scarlett Cuir 

[peaux entieres et chutes de cuir) 
20 rue Godot de Mauroy 


75009 Paris, France 
tel: 33.1.40.060.831 
www.scarlett-cuir-paris.com 

Libreri'a Clan - Casa del 
Encuadernador 

(materiel et outi/s pour 
la re/iure) 

Glorieta del Campanar, 1 
28028 Madrid, Espagne 
tel: 34.9.17.24.08.16 
www.clan.es 

Montse Buxo 

[papiers marbres modernes 
et c/assiques) 

Santa Agata, 16 
Barcelona 08012, Spain 
tel: 34.9.32.17.10.08 

CTS 

[lame de bistourie et out/'/pour 
la restauration) 

26 Passage Thiere 


75011 Paris, France 
tel: 33.1.43.55.60.44 
www.ctseurope.com 

L’eclat de Verre 

[parier et materiel de re/iure ) 

2 bis, Rue Mercoeur 
75011 Paris, France 
tel: 01.43.79.23.88 
www.eclatdeverre.com 

Tannerie Remy Carriat 

[cuir de buffle) 

B.P 1, 64250 Espelette, France 
tel: 33-5-59-93-90.88 
www.carriat.com 

Centre des metiers du cuir 
de Montreal 

[service de refente du cuir) 

911, rue Jean-Talon Est, 

bureau 108 , Montreal, Quebec H 2 R 1 V 5 

tel: 514.270.1336 

www.cmcm.qc.ca 


Jonathan Tremblay: From Engineer to Ingenious Bookbinder 


T he renowned Quebec City bookbinder, 
Jonathan Tremblay, became an engineer in 
1992 after completing a degree in electrical 
engineering at l’Universite de Sherbrooke. He then 
obtained a diploma in interior design in Quebec. He 
started bookbinding 20 years ago, first on his own, 
and then studying at La Tranchefile, Odette Drapeau’s 
studio in Montreal. Subsequently, he took a number 
of specialized courses taught by European master 
bookbinders. In 1996, he opened Atelier la Parure 
in Quebec City, where he teaches bookbinding and 
accepts apprentices. 

Tremblay’s engineering training is reflected in his 
production method, in that he works and thinks in a 
very Cartesian manner to precisely define the prob¬ 
lems related to the creative process. He analyzes the 
challenges in the commission he receives — and finds 
the most effective solution to achieve the desired 
result, based on the budget, the expectations of the 
customer, and the quality or the importance of the 
project, or the binding. 



PHOTO | DENIS LAROCQUE 
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L’abecedaire de New 
York, Glenn Burney, 2002. 
Bound in 2007. Full conger- 
eel leather binding with 
open shoulder. Visible 
sewing on leather ribbon. 
22.5 x 12.7 x 1.5 cm. 

Le livre des origines, Andre 
Ricard, 2004. Bound in 
2005. Full leather binding, 
black and grey eelskin. 
Decorative ornament 
of mosaic onlay. 21.7 x 
16.2 x 2.8 cm. 



L’intime soif Jean Royer, 1981. 
Bound in 2011. Full buffalo 
leather binding. Decorative 
ornament of mosaic inlay with 
birch bark painted in various 
shades of blue and with strips 
of palladium. 24.5 x 18.5 x 1.5 cm. 



Lett res phi/osophiques, 

Voltaire, 1924. Bound in 2010. 
Full buffalo leather binding with 
edge to edge tawny-coloured 
endpapers. The decoration is 
made up of a composition of 
raised letters, edged by taping 
leather. 19.3 x 16.5 x 4.5 cm. 


After discussing the project with the customer in 
order to understand their expectations, Tremblay 
creates a very precise prototype. Before beginning to 
build a model, he first produces sketches which are 
mostly geometric abstractions. Gradually the idea 
becomes clearer until he creates the final product. He 
proceeds according to the customer’s intention and 
his own intuition, influenced by the title, the text, or 
the images, and mainly his overall vision of the work. 

Tremblay does not use sketchbooks. Above all, he 
is inspired by materials. He spreads the contents of 
his impressive collection on his desk from which he 
will select the set of products best suited to the pro¬ 
ject. His leathers come from everywhere. He uses 
many marine leathers such as shagreen or carp. His 
collection is so vast that he does not believe he will 
ever manage to use all the treasures it contains. 
Nevertheless, he continues to add to it, always se¬ 
duced by exotic leathers and samples of fine leathers 
and fabrics which he discovers every time he travels 
in France, in the United States, or elsewhere. He has 
also compiled an impressive suppliers list. 

Jonathan Tremblay was always very good with 
his hands which explains his attraction to all aspects 
of the bookbinder’s craft. He accepts commissions 
to bind books, restore books, and makes boxes for 
medals or text, and designs corporate products. Oc¬ 
casionally, he produces his own designs. Over the 
years, he has noticed that customers, knowing noth¬ 
ing about bookbinding, are more likely to establish a 


relationship of trust with a bookbinder than with an 
interior designer - his profession in the past. 

As President of Les Amis de la Reliure d’Art du 
Canada (ARA-Canada), Tremblay organizes numer¬ 
ous exchanges with French bookbinders, some of 
whom come for training in his studio every summer. 
ARA-Canada sets up a new exhibition almost every 
year. “Les escaliers du Quebec” (The Staircases of 
Quebec) was mounted in Montreal this spring, and 
will be in Paris from May 27 to July 27, 2013. The next 
exhibition, “La couleur du vent” (The Colour of Wind), 
based on Gilles Vigneault’s poem, is a collaboration 
with l’Ecole Estienne de Paris. It will feature work by 
25 North American and 25 French bookbinders and 
be seen in Paris in May and June, and November in 
Montreal. (See www.aracanada.org for information.) 

As a member of the Conseil des metiers d’art du 
Quebec, Tremblay is very often invited to adjudicate 
art shows. As an adjudicator, he trusts his first impres¬ 
sion, based on his emotional response to the work. 
He then becomes more meticulous and demanding 
about the technical details. 

Tremblay has participated in several thematic ex¬ 
hibitions and has won numerous prizes. Among the 
prizes and distinctions which he has been awarded 
are the Golden Book Prize in Estonia in 2000 and 
the Prix de la Releve Quebecoise in 1996. In 2011, he 
won the Best Binding Prize from the Chicago Public 
Library in the competition “One Book, Many Inter¬ 
pretations” for his binding of Brooklyn by Colm 
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Toibin. This competition is held every five years with 
ioo participants, of which 50 exhibitors’ works are 
selected. Tremblay’s reputation in Canada and the 
United States was greatly enhanced as a result of 
winning this prize. 

The art of bookbinding is increasingly being 
dropped from institutional curricula, to Tremblay’s 
dismay. The knowledge and the craft are slowly dis¬ 
appearing. There are no longer many schools where 
one can learn the full range of skills; in Europe, such 
schools are closing one after the other. In France, 
only the Lycee Tolbiac and the Ecole Estienne in the 
13th district in Paris remain. The Institut des Arts 
Graphiques in Montreal used to teach bookbind¬ 
ing, but the Institute is now closed. Bookbinding is 
a demanding art and profession, mastery of which 
requires more than one or two basic courses. It also 
demands experience and advanced courses, wherever 
they are taught. 

Tremblay mainly works alone, but if he has a large 
order to fill, he hires people whom he has trained. 
For him, the electronic book is not a threat for hand 
bookbinders; rather, it is the industrial binding com¬ 
panies that will suffer. Besides the fact that hand 
bookbinders can create bindings for electronic read¬ 
ing tablets, he believes that the art of bookbinding will 
become all the more appreciated as books become 
increasingly rare and precious. 

In Quebec and Canada, the bookbinder’s work in 
is very complex because often he must make every¬ 
thing himself — the decorated paper, the gilding, etc. 
By contrast, in France or Belgium, where the art and 


craft of bookbinding is truly cherished, bookbinders 
can turn to studios with specialized skills. In Canada, 
the bookbinder cannot count on anybody but him¬ 
self; he is at the same time designer, director and arti¬ 
san: in short, a very ingenious one-man band. • 
www.aracanada.org/jonathan/ 

(Translation: Jocelyne Aird-Belanger with Mireia Parau 
and Jan Van Fleet.) 




T 


Papeterie 
Saint-Armand 


3700, Saint-Patrick street 
Montreal, qc H4E 1A2 
tel: ( 514 ) 93!-8338 

www.st-armand.com 


Wooden Bookbinding Equipment 

Traditional Craftsmanship • www.illtydperkinswoodworking.ca 


Finishing presses 
Sewing frames 
Pressing boards 
Lying presses 
Ploughs'Tubs 

Special orders welcome 

Illtyd Perkins 
Woodworking 

Salt Spring Island, BC 
250 - 653-9392 
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S ince 2003, making artists’ books has become 
an important part of my art practice. I love 
the idea of images and words floating on a 
page — an intimate and reflective experience for the 
reader. 

I have considered myself a photographer and an 
artist for 15 years. Always interested in the visual, I 
decided to abandon a flourishing 17-year career in 
the film industry to return to university, where I 
obtained a BFA in photography and an MA in visual 
arts. I wanted to find my voice and to dedicate myself 
to the image. 

I am often inspired by literature and collaborate 
with writers and poets. Sea of Lanterns , my tenth 
artist book, is a recent collaboration with Canadian 
novelist and poet, Anne Michaels. (I first worked 
with Anne Michaels when she chose to use an image 
of mine for the cover of her novel, The Winter Vault.) 

In preparation for Sea of Lanterns, I initially sent 
Anne 100 images, largely of Venice, which I hoped 


would conjure up a narrative for her. Venice has 
continued to inspire my photographic work since 
my first visit there in 2003. To date, five projects — 
remembering brodsky; vedute di venezia; Venice x 9; 
of time, lost; Venice, unframed - have explored this 
city of reflections. 

Later, in October 2010, when 1 received the first 
half of Anne’s text, I was moved. Her words were 
descriptive and strong. Anne’s response to my 
images was more than I had anticipated. She had 
experienced my images deeply, but when I read her 
text, I felt that the images I had chosen were inad¬ 
equate. I wondered how I could possibly add to her 
already descriptive, eloquent narrative. She prom¬ 
ised to send the rest of the text a few months later. I 
received it the following March. 

Fortunately, I was returning to Venice that No¬ 
vember. 1 now felt compelled to shoot new images 
for Anne’s text. I was driven to find moments that 
would reflect the strong emotion I felt in her words 
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Draw deep the oar 
into that blackness, 
nothing heavier than 
hewing the abyss to 
stay afloat. 

The entire weight of the sea 
pulled by a narrow blade. 

And no matter how deep the turning, 
the scratch and salt of the stars remain. 

Anne Michaels, Sea of Lanterns 

and to discover a different Venice that would pro¬ 
vide a visual counterpoint to her language . 

A dialogue began, between word and image and 
between Anne and me. Venice - the mysterious city 
of water and islands, lost in time and space — became 
the anchor. I saw Venice with new eyes, through the 
filter of Anne’s words - the images, the spaces, and 
the silences in between. 

I returned from Venice fueled with a selection of 
more pertinent and more evocative images, excited 
to marry them with the text. I felt more confident 
about our dialogue. 

The next consideration was what form this duet 
should take. What kind of a book to make. Seventeen 
stanzas of poetry awaited a physical shape. I did not 
want a codex structure. It seemed too predictable, 
too rigid for this lyrical text. I wanted the structure 
itself to involve the reader and allow space for medi¬ 
tation. I wanted the reader’s experience to echo my 
experience of meandering down the canals in Venice. 

I decided to create an unbound book in 27 folios 
with photos arranged singly, or as diptychs or trip- 
tychs. This structure would offer a variety of options: 
sometimes text and image together, sometimes only 
text, and sometimes only image. I even considered 
including a few blank pages. I wanted Sea of Lanterns 
to have a fluid arrangement with no conventional, 
predictable layout. Instead, readers would decipher 
and enjoy it at their own rhythm and pace. They 
could peruse one folio at a time, or lay them all out 



Sea of Lanterns was published in an edition of 20 copies. 
Concept: Ewa Monika Zebrowski. Collaboration: Jacques 
Fournier and Francine Savard. Printing: PhotoSynthese. 
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simultaneously. I wanted the work to flow so that 
one could wander, go forward and go back. Read and 
re-read. Look and look again. A journey of discovery, 
different with each reading. An experience to be 
considered/absorbed over time. Slow Art. 

At the same time, Anne and I had agreed on an 
order, a sequence, to the text, so I worked on a large 
table, trying out different options while allowing the 
agreed upon sequence to supply the framework. I 
proceeded to combine text and image and sent Anne 
a first draft for her comments. Though a little nerv¬ 
ous, I was eager to share my vision. Fortunately, she 
was satisfied with the idea of this format and layout. 

We proceeded to make a few minor changes. We 
also realized that, because there was a prescribed 
sequence to the text, it would be necessary to print 
tiny numbers on the back of each of the 27 folios so 
they could be organized in the right order. We met 
only twice during this collaboration. I was living in 
Montreal and she in Toronto. 

In both my photographic and book projects I of¬ 
ten agonize over scale, but in this case I knew that I 


theSocietyofBookbinders 



Education and Training 
Conference 2013 

Leeds Metropolitan University 
(Headingley Campus), UK 

August 29th-3ist 2013 

• Speakers 

• Suppliers 

• Competition 
& Exhibition 

For more details see: 
www.societyofbookbinders.com 



wanted Sea of Lanterns to be small and that the im¬ 
ages would appear to float on the page, surrounded 
by white space. The final “book” measures six by six 
inches and is housed in a slightly larger box which 
is covered in 44 gsm Kozuke White Japanese paper 
with the title blind-embossed on the front. The thin 
spines of the folios form a rhythmic line inside the 
box - inviting the reader to engage with the work. 

I chose Garamond for the text, printed in a pale 
evanescent gray, somewhat reminiscent of water 
vapour on a cloudy Venice day. For paper, I chose 
190 gsm bright white Moab Entrada, which I had 
used in two other book projects. This Moab paper is 
coated on both sides and when printed on an Epson 
inkjet, the images looked rich in colour and texture. 
Few colour corrections were required. 

From start to finish, Sea of Lanterns took about a 
year to complete. It was an exciting journey for me. 
I took great pleasure in my collaboration with Anne 
Michaels and the feeling of complicity we shared in 
the process. I now dream of taking this project one 
step further. I can imagine Anne reading her text in 
a darkened gallery, with the projected photographs 
and words floating in space - like the ephemeral 
experience that Venice is for me: a place floating 
between heaven and earth, ebbing and flowing. • 
www.ewazebrowski.com 
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I n February I travelled to California to take part in 
the fourth codex Symposium and International 
Book Fair. The Symposium was held in Berkeley, 
the Book Fair at the Craneway Pavilion in Richmond, 
a glass colossus where visitors crowded the tables 
of 182 book artists and artisans, private presses, and 
fine art publishers — eight from Canada. 

Susan Mills, of Susan Mills Artist Books, Nova 
Scotia, displayed her book Interaction of Tantra , 
referencing Josef Albers’ Interaction of Color. 

Displaying her own books and networking with 
participants who use Papeterie Saint-Armand 


Dewinetz (above) of Greenboathouse Press in Vernon 
displayed his book, Tin Roof with Michael Ondaatje’s 
text printed on creamy handmade papers with a rich 
brown cover in a slipcase covered with Japanese silk. 
Rollin Milroy, from Vancouver’s Heavenly Monkey, 
showcased a copy of the extraordinary book, Cutting 
Paper, a collaboration between Barbara Hodgson 
and Claudia Cohen, featuring numerous examples 
of cut paper, and essays describing styles and tech¬ 
niques from many cultures. Lucie Lambert of Editions 
Lucie Lambert, also from Vancouver, presented 
Alphabets , containing 26 lower case italicized letters 
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papers was Denise Lapointe of Editions Denise 
Lapointe, Montreal. Visitors to her table were in¬ 
trigued by the rust prints in her book La fatigue 
du materiau. Also from Montreal, Ewa Monika 
Zebrowski is both a photographer and a book art¬ 
ist. I was struck by Finding Wyeth , a book about the 
Olson House in Maine, home of painter Andrew 
Wyeth. Ewa’s artist’s books communicate a refined 
yet passionate engagement with her subjects. 

Janis Butler and Walter Bachinski of Shanty Bay 
Press in Shanty Bay, Ontario, presented their beauti¬ 
fully printed book, Metamorphoses. (See page 23.) 

Four presses came from British Columbia. Jason 


designed, illuminated and gilded by Lucie, with 26 
poems in English by E.D. Blodgett and 26 in French 
by Robert Melangon. Lastly, I exhibited my Seawrack 
Press book, In Mexico, an accordion-fold book with 
pages of stencilled text facing multi-coloured chine 
colle aquatints of Mexican culture and mythology. 
Sadly, Jan Kellett of De Walden Press, Qualicum 
Beach, had to cancel, so we missed seeing her latest 
miniature book, Storming Shakespeare. 

The excitement surrounding codex was exhila¬ 
rating and overwhelming. I left feeling humbled, 
exhausted, inspired, and immeasurably enriched. • 
www.c0dexf0undati0n.0rg/2013/2013.html 
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Stories from the Metamorphoses by Walter Bachinski 


S hanty Bay Press is a collaboration between 
Janis Butler and Walter Bachinski located 
in the country near Shanty Bay, Ontario. It 
was established in 1996 with the purchase 
of our first press, a Vandercook SP15. We now print 
on a Vandercook Universal 1, and our woodcut il¬ 
lustrations are printed on a double folio Washington 
press. We publish books in the French livre d’artiste 
tradition which gives equal weight to the text and the 
illustrations. Our typographical approach is influ¬ 
enced by early twentieth century English fine press 
books, the American designer Bruce Rogers, and the 
Cranach Press of Count Harry Kessler. 

I have long been interested in doing a book of 
stories from Ovid’s Metamorphoses. Many myths 
from the classical world are collected here, and over 
time they have been a source of inspiration for paint¬ 
ings, sculptures, literature, opera, ballet, and illus¬ 
trated books. Shakespeare would have been aware of 


Arthur Golding’s translation of the Metamorphoses, 
published in 1567. The precedent for Romeo and Juliet 
would have been the sad tale of Pyramus and Thisbe. 
Renaissance artists, particularly the Italians, used 
the Metamorphoses as a justification for liberating 
the body from the constraints of religion. What a re¬ 
lease of energy for artists like Correggio, Titian, and 
Bernini! Closer to our own time is the magnificent 
volume of the complete Metamorphoses published by 
Skira in Lausanne in 1931. Picasso’s 30 exquisite line 
etchings make this volume one of the finest livre 
d’artiste of the twentieth century. 

In the past couple of decades there has been a 
revival of interest in the Metamorphoses with the 
appearance of several new translations. Perhaps 
this can be attributed to the belief that the content 
is better suited to our era of exponential change, 
and the upheaval resulting from it. It is irreverent 
compared to the stateliness and morality of Virgil’s 
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Aeneid, which was more popular in earlier times. 
The epic poem of Aeneas’s journey from the ashes 
of Troy to the founding of Rome concerns itself 
with the quest for peace and stability. The stories 
in the Metamorphoses warn of the capriciousness 
of events and the changing nature of existence. I 
think this has resonance for contemporary read¬ 
ers. After comparing many translations, I decided 
to use the one compiled by Sir Samuel Garth in 1715, 
in which various poets of the era translated sections 
of the Metamorphoses. The 15 chosen stories include 
translations by John Dryden, Joseph Addison, Arthur 
Mainwaring, Laurence Eusden, and Samuel Croxall. 
These writers are among the best of their time and 
both the style and flow of the language are surpris¬ 
ingly consistent. The rhyming couplets connect it to 
the original Latin. I find it very readable. 

From this treasury of ancient myth and history, I 
have chosen stories that I thought I could best il¬ 
lustrate, and I hope they are familiar to the general 
reader as well. My approach to the illustration varied 
from story to story. For some, as in The Story of 
Phaeton, I picked a revelatory moment. The instant 
Apollo grants his son’s wish to drive the chariot, he 
foresees disaster and a tear rolls down his cheek. For 
others, I was guided by previous artists’ versions. My 
conception of Pygmalion was inspired by the Pre- 
Raphaelites, particularly Burne-Jones. His expres¬ 
sion of the purity of the female form in his four panel 
Story of Pygmalion attracts me. Venus and Adonis 
were influenced by Titian’s two paintings of the story. 
Another approach was to use telling portraits: the 
naive face of Io, who was eventually transformed 
into a heifer, or the haughty one of Niobe, punished 
for bragging about her children. Bacchus has been 
depicted at the moment he discovers he is a god. 
Salmacis and Hermaphroditus are shown in a soft, 
ethereal manner as they commingle and sink into the 
water. With Pyramus and Thisbe, the doomed lov¬ 
ers, I wanted to evoke their intense attraction to each 
other in a foreboding atmosphere. 

Our Metamorphoses is primarily a black and white 
book, which is a new exploration for Shanty Bay 
Press, as colour has always been an important part 



Photogravure of Niobe. 

of past illustrations. Originally, I thought I would do 
woodcuts and pochoirs, in a manner similar to our 
earlier book, the Georgies. For over a year, as I worked 
the charcoal and black pastel drawings for the wood- 
cuts, they became more complex. If I were to use 
woodcut, I would lose the subtle transitional areas 
and the tonal variations. I was excited by the direc¬ 
tion the drawings were taking, but the challenge 
lay in preserving their delicate qualities. Because I 
was trained as a printmaker, I realized none of the 
techniques - including intaglio, serigraphy, relief, 
or lithography — would be suitable to edition these 
drawings. I discovered Jon Goodman, probably the 
foremost practitioner of the photogravure process 
in the world. He describes photogravure as “a true 
continuous-tone ink printing technique. A photo¬ 
gravure is an intaglio print, much like an etching, en¬ 
graving, aquatint, or mezzotint. The various steps 
of the photogravure process use technologies from 
the nineteenth century (carbon printing) to the 
twenty-first century (the latest digital scanning) to 
create a copper aquatint plate that has been drawn 
photographically.” This technique has the substance 
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The Regular edition, quarter-bound in calfskin with 
Japanese gampi paper over boards. 


and quality I needed. When it became apparent that 
photogravure should be used to do the edition, Eyal 
Reingold and Elizabeth Bosman, who are regular visi¬ 
tors to my studio, became involved with the project. 
It was their support that enabled us to produce this 
book in its present form. As a test, a richly worked 
drawing was scanned and sent electronically to Jon. 
He made the plate from this and then began experi¬ 
menting with papers and inks. We finally settled on 
200 gsm white Arches Cover and one of Jon’s special 
inks. The result was beautiful, so Jon made the 16 
plates and began proofing them. There were long 
telephone conversations as we worked together to 
achieve the maximum effect. Jon could make certain 
changes on the plates using various tools and wiping 
techniques. I sent Jon our printed text sheets and he 
put the images on them. The results were stunning; 
it continually amazed me that he was able to hand- 
wipe the plates and still produce prints of complete 



Photogravure of The Treachery of Cupid. 
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consistency. Photogravure transformed the draw¬ 
ings into something richer and more mysterious. 

All our books are hand set with lead type to en¬ 
sure the sharpest relief impression on the page. For 
this book we chose 16-point Bembo, the most sculp¬ 
tural of the classical typefaces. The text is printed 
on 200 gsm Arches Cover. The title page has some 
pochoir, a photogravure of the head of Apollo, and 
Bembo titling. There are 152 pages including blanks. 
Each of the 15 stories begins with a photogravure 
illustration. There are 70 copies available in two for¬ 
mats. The Regular edition, numbered 1-60, is quarter 
bound in calfskin with Japanese gampi paper over 
boards and is housed in a slipcase.The Deluxe edition, 
numbered 1—x, is fully bound in calfskin with a port¬ 
folio containing an extra set of the photogravures 
from the book and is housed in a clamshell box. • 

www.shantybaypress.com 

Jon Goodman: www.jgoodgravure.com 



Janis Butler in the Shanty Bay Press bindery. 



Photogravure of The Story of Phaeton. 
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REVIEWS 


by Caryl Peters 


The Complete Manual of Typography: 

A Guide to Setting Perfect Type 
James Felici 

Adobe Press /Peachpit—Second Edition, 2012. 

396 pages. Paperback, isbn 978-0-321-77326-5 

This book, arranged under two main headings: 
Typographic Basics and How to Set Type is suitable for 
book and graphic designers at all levels. 

Can this book be the stand-alone text in your li¬ 
brary? Well, no. It won’t help you choose a typeface - 
Robert Bringhurst’s The Elements of Typographic Style 
(Hartley & Marks) is the go-to book for this. Nor 
will it tell you about “Information to be Included and 
the Order of Elements” for books, but you’d use The 
Chicago Manual of Style (The University of Chicago 
Press) for that. Along with these two, The Complete 
Manual of Typography would constitute the almost- 
perfect library. 

Textbooks like this one are costly and it’s important 
to ask if it will teach what you need to know and if it’s 
readable? In this, The Complete Manual of Typography 
scores very well. The subject matter is well laid out 


with many examples il¬ 
lustrating the points being 
made — how does one set 
type and why does it mat¬ 
ter if it’s not done properly? 
But the manual also serves 
as a reference aid in solv¬ 
ing specific typographic 
problems thanks to a well 
laid out 41-page index. This 
book will earn its keep in no time. 

Is it perfect in all ways? No. John D. Berry of 
Creative Pro (www.creativepro.com), a good source 
for years on digital typography, has many positive 
things to say about it, although he does have quib¬ 
bles about Felici’s serif versus sans-serif arguments, 
about his use of Perpetua as the text’s typeface (too 
small and too low an x-height), and about the lack of 
comparative details on the various page-layout soft¬ 
ware programs: QuarkXPress and InDesign. Another 
source of irritation is the actual design of the book, 
and here Mr. Berry and I agree: the extra-wide outer 
margins are fine when the margin is loaded with ex¬ 
amples, less so on pages where the margins are blank 
or nearly so - the inner margins are awfully close to 
the spine. Do the positives outweigh the negatives in 
this book? Yes! • 


The Complete 
Manual of 

Typography 



Book Arts on the World Wide Web by Cathryn Miller 


It may seem counter-intuitive, but some of the best 
resource materials for bookbinders and book artists 
can now be found, not in bookstores, classrooms, 
or libraries, but in the virtual world of the internet. 
From blogs about bookbinding and artists’ books to 
suppliers of tools and materials to instructions on 
how to make simple bindings or archival boxes or ba¬ 
sic binding equipment, it’s all there. 

You can read interesting posts on the blog of a 
Canadian binder <http://myhandboundbooks.blogs- 
pot.com/> or a German book artist <http://blog. 
buechertiger.de/>, or you can use basic tutorials by 


an American teacher/photographer <http://www. 
tjbookarts.com/guides.htm> or an Italian conserva¬ 
tor <http://www.outofbinding.com/index.htm>. 

Back issues of all 14 issues of The Bone Folder (the 
only open access online-only book arts magazine) 
are available to be read on-line or downloaded from 
<http://www.philobiblon.com/bonefolder/> or you 
can check out the latest issue of the University of 
Western England’s Centre for Fine Print Research 
Book Arts Newsletter at <http://www.bookarts.uwe. 
ac.uk/banlists.htm>. 

You could join the Bookarts Forum <http://www. 
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bookartsforum.com/forum/> or one of the many 
book-related Yahoo groups <http://dir.groups. 
yahoo.com/dir/1601389862>. 

When you want to make a Tuxedo wrapper or 
learn how to repair a damaged book, but can’t find 
instructions in any of the reference books you al¬ 
ready own, you can go to sites like <http://www. 
indiana.edu/%7Elibpres/manual/manfr0nt.html>. 

If you just want to do some book arts related 
browsing, there’s a regularly updated list (with short 
descriptions) of websites at <http://www.bookarts. 
uwe.ac.uk/artbkmks.htm>. 

You can even listen to twice-monthly podcast 
interviews with people involved in the book arts at 
<http://www.bookbindingnow.com/>. 

Finally, there is the incredible <http://www. 
philobiblon.com/>. This is the master site, the one 
you need to know about and use regularly. This is 
the home page for Peter D. Verheyen, head of the 
Department of Preservation and Conservation at 


Syracuse University. It has links to almost everything 
I have already mentioned and much more besides: 
the Book Arts List, special book-related projects, an 
on-line gallery, and even a little bit about building 
cardstock structures for model train layouts. If you 
want to look for something relating to the book arts, 
this is the best place to start. 

A note of caution: there are two problems with 
finding information on the Internet. The first is that 
you can’t believe everything you read. I have tried to 
provide links to sites that I have found to be reliable 
sources. The second, and possibly more important, 
thing is that blogs and websites, even those oper¬ 
ated by large and apparently permanent institutions 
like universities, can disappear without notice. If you 
have found instructions for something that you may 
want to try in the future, don’t assume that the link 
will necessarily work six months from now. Consider 
saving hard copies ... that, of course, you can always 
bind into a book. • 



Columbia Cfimslung Wills b as been supplying boob binding 
covet materials ftom Cornwall, Ontario, Canada, since 191 


boards 


and 


Columbia Finishing Mills, Inc. 
dan@columbiafinishingmills.com 


We offer a wide 
variety of stock items 
in small quantities. 

COVER STOCKS 

B and F Grade cloths, 
leather, bonded 
leather, polyurethane 
cover and more. 

BINDERY SUPPLIES 

Spine reinforcements, 


www.columbiafinishingmills.com 
Visit our website for our product listing. 
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“Foothills” from a current project, See What I’m Saying ? 

Migration of the Wood Engravings: Out of the 
Closet, onto the Wall and onto the Shelf 

by Jim Westergard 


T hroughout the sixties - the decade I spent as 
an art student in colleges and universities — 
fine art, created with “new” media, seemed to 
receive more attention by critics and galleries than 
work created using traditional media. This was my 
perception, at least. When I took a basic printmaking 
class I came across wood engraving in the text. I liked 
the look of it, the intricacy and detail (despite the fact 
that it was an “antique” medium) and I enjoyed the 
physical process of engraving the hard end-grain 
wood. 


At the end of the sixties when I marched away 
from the university with a fresh new mfa degree in 
my hand and packed my new little family off to my 
first teaching position at a college, I was still sensitive 
to the strong trend favouring “new” media. 

Many colleges and universities have a policy com¬ 
monly called “publish or perish.” The term, as it ap¬ 
plies to fine art faculty, could be called “exhibit or 
perish” (but “publish or perish” sounds better). This 
was a good thing and motivated me to stay active in 
my own studio and to exhibit. Generally speaking, 
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the destination for two-dimensional fine art is up on 
the wall. That’s what I was striving for: my work on 
the wall of a gallery and then a collector’s wall. That’s 
what I assumed prints were for... to hang on the wall. 

Since wood engraving was not considered a “hot” 
item in the gallery culture, I put the majority of my 
wood engravings away in my files and kept them 
there. I exhibited my intaglio prints and drawings, 
both of which were anything but contemporary or 
experimental. In fact a few of us on the faculty had to 
argue long and hard in department meetings to keep 
drawing in the program. Some faculty thought draw¬ 
ing was too archaic and wanted it eliminated. 

On rare occasions, I included the odd wood en¬ 
graving in exhibitions. You might say that I was ash¬ 
amed of them. I was keeping my wood engravings 
in the closet and thought the public didn’t know, so 
I was shocked a few years later, when I was in Illinois 
as a visiting artist and received a call from Crispin 
Elsted of Barbarian Press. He asked if I would be will¬ 
ing to participate in his upcoming book, Endgrain. 
Looking back, I don’t think I made a very positive im¬ 
pression because I don’t think I agreed right away, as 
I should have. 

)an Elsted needed to print from the block so I 
picked one out, packed it up and mailed it. Later 
I received an envelope from Barbarian containing a 
proof from the block and a request to let them know 
if I approved the proof. I was stunned! Jan’s proof 
looked much better than the prints I had printed 
from it and had detail that I didn’t realize was there. 
You bet your sweet life I approved! I had been print¬ 
ing my wood engravings on Japanese paper, inking 
with a brayer and printing by hand with a burnisher 
I used for my mezzotint prints. I immediately con¬ 
tacted Barbarian and asked if I could see how Jan was 
able to achieve such a perfect image from the block. 
Crispin invited us out to Mission to take a tour and 
see how it was done. 

Jan and Crispin were very generous and helpful 
with information about their printing and publishing. 
Crispin also told me there were other wood engravers, 
still alive and working, all over the world. I wanted 
to meet them all! He said the best place to find the 



When / come across a phrase or a word that 
suggests an image that twists the meaning of 
that phrase or word, / add it to my collection. 
When /finish an image, / go back to my stash 
of words and phrases and read them over until / 
come up with another one that might work. Then 
/ try it out in my sketchbook to see how it looks. 


Above: “Monkey’s Uncle” and “Bullheaded” from See 
What I’m Saying. 
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most wood engravers in the smallest space was in 
England, so I wrote down the address of the Society 
of Wood Engravers and contacted them when I re¬ 
turned home. 

Since “coming out” and admitting to making 
wood engravings, I have made several pilgrimages 
to England to meet the wonderful and generous 
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Poster for Oddballs. Heavenly Monkey Press, 2011. 
Engravings by Jim Westergard. 


group of wood engravers there and to tour their stu¬ 
dios and learn from them. I learned about the Wood 
Engravers Network in North America as well and 
have enjoyed opportunities to meet its members too. 

The opportunities to meet other wood engravers 
and book folk like the Elsteds has influenced me to 
devote nearly my entire studio work to wood engrav¬ 
ing and letterpress printing. But this has done more 
for me than show me it’s alright to live in the twenty- 
first century and work in the nineteenth. I’ve given 
up the myth that wood engraving prints have to hang 
on the wall. They can also migrate to the bookshelf. 

At one point I was working on a series of drawing 
and wood engraving portraits of “retired” comic 
book characters. This led to a series of my imagined 
retired Mother Goose characters. As I was looking at 
a group of the first four or five Mother Goose charac¬ 
ters on the table, I had an urge to keep them together. 
A few years before, I had created a suite of wood 
engravings of insect images (Wee Beasties ) and had 
commissioned a bookbinder to create solander 
boxes for the suite. But a suite in a box was still a col¬ 
lection of individuals. I wanted the Mother Goose 
characters to stay together as a “family.” A book 
would keep them together! But how do I make a 
book? I just get some books about books and teach 
myself, right? Wrong. To make a long story short, that 
didn’t work. Often on my hands and knees picking 
up individual letters that shot out of my fingers as 
I tried to carry them to my press as words and sen¬ 
tences, I decided there must be a better way to set 
type. 

Enter the Elsteds again. I can’t tell you how much 
I owe Jan and Crispin for their advice and help in my 
efforts to tear myself off the wall and onto the book¬ 
shelf. Mother Goose Eggs, sunnyside up would never 
have happened without their generous advice and 
assistance. There has now been another limited edi¬ 
tion book, Oddballs (published by Rollin Milroy of 
Heavenly Monkey Press) and there is a “bun in the 
oven,” tentatively titled See What I’m Saying , waiting 
for me to overcome an “engraver’s block” and finish 
the series. • 

www.telusplanet.net/public/jimwest/ 
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El Nacho. Anecdota de Historia Serie Historias. 2012. 
19.3 x 25.5 cm. Nepalese papers. Edition of 15. Printed 
by Lenin Fajardo, photos | courtesy of intagrafia 
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O ne of the most dynamic displays of artists’ books experienced 
by magazine editor Frances Hunter at the codex 2013 Book 
Fair, was at the Intagrafia table. 

The Intagrafia workshop and gallery is in the small town of San 
Jose del Cabo at the southern tip of Mexico’s Baja California peninsula. 
Resident artists and printers, and others from around Mexico, are using 
both traditional and experimental techniques to create exceptional art¬ 
ists’ books, reviving Mexico’s rich printing heritage while challenging 
the concept of the literary book. 




















Intagrafia was founded in 2010 as an extension of the Intaglio 
Workshop in the Indianilla Cultural Centre, Mexico City. 

San Jose de Cabo, where the Pacific meets the Sea of Cortes, was 
chosen as an ideal location. The natural environment with its mixture 
of desert and beach and its unique ecosystem is attracting tourists and 
cultural development to the area. 

To encourage appreciation of printed art, visitors are invited to 
tour the workshop and gallery, watch the presses in action, and talk 
to the artists and printers about their work. • 


www.intagrafia.com.mx 

codex Mexico: The Book as Art 
Exhibition at the Mexican Cultural 
Institute, Washington, DC 
March 22 - June 15, 2013 
www.instituteofmexicodc.org/codex.php 

www.codexfoundation.org/ 

mexico-en.html 



El Nacho. Rastros /rrastreab/es. 2012. 

40 x 61.5 cm. Etching and aquatint (10 plates, 
4 colours). 300 gsm Arches paper. Edition 
of 50. Printed by Lenin Fajardo. 


Above: El Nacho. Evidencias Escortdidas "Serie Historias.” 2012. 
16.2 x 16.2 cm. Printed on 64 gsm Kinwashi and 39 gsm Ginwashi 
paper. Varied edition of 15. Printed by Lenin Fajardo. 


Alberto Blanco/ El Nacho. The Book of Equis. 2012. 

Monotype by El Nacho. Directed by Peter Rutledge 
Koch. Printed on Rives bfk paper, 175 gsm. Printed 
by Lenin Fajardo on a Vandercook 4 press. 

Left: Special edition of 15. 40.5 x 22.5 cm. 

Above: Varied edition of 50. 38 x 19 cm. 
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EDUCATION : the post-graduation series 



Picture Books: A Survey of Photo Album and 
Photo Book Structures by Saara Mortensen 


S ince its origins in the nineteenth century, pho¬ 
tography has rapidly revolutionized the way 
we see the world, and among its many other 
impacts, brought with it a new outlet for the human 
instinct to collect. Whether this instinct stems from 
enjoyment, connoisseurship, nostalgia, or even com¬ 
pulsion, the practice of collecting and arranging prints 
and drawings in commonplace books, scrapbooks, 
and albums has been in practice since the early six¬ 
teenth century. The bound format presentation of 
original photographs in an album or book was then 
a natural progression and made photography acces¬ 
sible to a larger consumer audience. 

Having both an interest in bookbinding and a fasci¬ 
nation with photograph albums and photographically 
illustratedbooks,Idecidedtostudytheseobjectswhile 
completing my graduate degree in Photographic 


Preservation and Collections Management: a joint 
program offered by Ryerson University in Toronto 
and the George Eastman House in Rochester, New 
York. 

Generally speaking, a photograph album is de¬ 
fined as a unique collection of photographs assem¬ 
bled into an individually made blank book or com¬ 
mercially produced album, while a photographically 
illustrated book is a volume containing photographs 
that has been published in an edition. Despite this 
seemingly simple differentiation it is not always clear 
whether an album is a unique object or an object pro¬ 
duced in multiple copies. What defines a photograph 
album or a photographically illustrated book is not 
determined by its materiality alone, but also by its 
original concept. Photograph albums and books are 
like time capsules filled with information — they tell 


Above: Bingham, Robert J., et al - Nice Family Album, c. 1858-1870. Album, commercial production. Case bound in 
brown leather backed celluloid covers. Tight-backed black leather spine. Thick card leaves faced with paper, each 
with four pre-cut windows. Guarded leaf structure with card stubs. 196 albumen silver (some with applied colour) and 
gelatin silver carte-de-visite photographs, photos | saara mortensen 
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Top row: Alinari & Cook - Roma, c.1890. Album, commercial production. Case bound in ivory- 
coloured parchment; rounded hollow backed spine. Thin card leaves. Guarded leaf construction with 
card stubs. 50 albumen silver photographs. 

Second row: Notman, William et al - Racine Family Album, c.1875. Photograph album, commercial 
production. Case bound in dark brown leather, spine missing. Thick card leaves faced with paper, each 
with one pre-cut window. Guarded leaf structure without stubs. 20 albumen silver and gelatin silver 
cabinet cards. 

Third row: Bedford, Francis - Tour in the East, 1862. Album, one off. Case bound blank book in navy 
blue half leather and green cloth. Tight backed spine. Scrapbook-weight paper leaves, sewn signatures 
with folded paper returning guards. 262 albumen silver photographs. 

Fourth row: Bertillon, Alphonse - Police Identification Service. Chicago Universal Exhibition, before 
1893. Book, one off. Case bound in half black leather and maroon marbled paper covered boards. 

The spine is rounded with five raised bands. Thin card leaves. Guarded structure with folded paper 
returning guards. 86 albumen silver photographs. 


tales of the growth and development of early paper 
photography as well as the social and cultural con¬ 
texts of the times in which they were created. The last 
30 years have seen these photographic objects fea¬ 
tured prominently as topics of discussion in scholarly 
research on the history of photography and culture. 

Due to their role as containers, photo albums are 
subject to general wear and tear through frequent 
handling, and poor storage by today’s preservation 
standards. Even under the most ideal circumstances, 
photograph albums and photographically illustrated 
books often experience deterioration caused by the 
material nature of the objects themselves. 

The threat of lost content through the deterio¬ 
ration of these structures has prompted a growing 
interest in the complex challenge of determining the 
preservation and conservation needs of these com¬ 
posite objects. Familiarity with the operating charac¬ 
teristics of various bindings and mounting structures 
and knowledge of the ways they deteriorate are es¬ 
sential to inform the conservator’s choice of repair 
techniques and stabilization treatments. 

Following an internship with the Restoration and 
Conservation Laboratory at the National Gallery 
of Canada, I took on a conservation survey of 126 
bound structures from the photography collection 
that contained mounted or inserted photographic 
prints. As part of this project, which became the ba¬ 
sis for my thesis, I designed a computer-based survey 
database to record basic identification, description, 
and condition. This information was then used to 


assign a priority classification system for the collec¬ 
tion’s preservation, conservation treatment, and 
re-housing priorities, while also helping to monitor 
known issues. 

I established guidelines describing ways to record 
data in individual database fields in order to present 
a set of practical and general recommendations that 
can be adapted to the needs of outside institutions 
faced with the task of conducting similar conserva¬ 
tion surveys. Additionally, this portion of my thesis 
addresses and defines the common elements and 
types of nineteenth and twentieth century photo¬ 
graph album and photographically illustrated book 
binding structures, leaf structures and leaf connec¬ 
tions — some of which are illustrated in this article. 

As I studied and examined each individual album 
and book in the National Gallery’s holdings I took 
pictures capturing views of the closed volume from 
the binding edge at the base of the spine and open to 
show the album leaf connection to the binding. The 
result is a visual glossary of binding structures most 
frequently found in the collection, and is intended to 
serve as a reference for their identification. 

My thesis, “A conservation survey of photograph 
albums and photographically illustrated books from 
the National Gallery of Canada,” is held in the Ryerson 
University Library, the Richard and Ronay Menschel 
Library at the George Eastman House International 
Museum of Photography and Film, and the National 
Gallery of Canada Library and Archives. • 
www.saplingseedling.tumblr.com/ 
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CBBAG NEWS 



July 6—io or July 15—19 



Victoria Hall A Historic Approach 
to Marbled and Paste Papers 


j © 


Sun Evrard Binding in Stone Veneer 



)im Westergard Wood Engraving 




July 15-19 


)ulia Miller A Coptic Combination 


CBBAG CONFERENCE, Calgary, Alberta 

University of Calgary Art Department 

July II- 13 , 2013 There’s still time to sign up! 

To register: www.cbbag.ca/cbbag_AB2013_conference.pdf 
For more information: cbbagconference2013@gmail.com 

Keynote Address Sun Evrard 
Conference Presentations 

Sun Evrard Les pages bien gardees — Conservation and Design 
Julia Miller Suave Mechanicals — From Coptic to Scaleboard 
Victoria Hall Fland Decorated Papers — A Personal Approach 
Jim Westergard Wood Engraving and Book Illustration 
Jason Dewinetz Making Books at the Greenboathouse Press 

Opening Reception for the Art of the Book 2013 Exhibition 
cbbag Annual General Meeting, Trade Fair, Banquet, 
and Fundraising Auction 


cbbag acknowledges the generous contributions of the following 
funders and supporters: 


Calgary Foundation 

Canada Council for the Arts 

Ontario Arts Council 

Ontario Craft Council 

Museum of Contemporary Art, Calgary 

Rozsa Foundation 

University of Calgary Art Department 


Bookbinders Workshop Inc. 
Colophon Book Arts Supply 
Harmatan and Oakridge 
Leathers 

J. Hewit & Sons Ltd. 
Papeterie Saint-Armand 
The Japanese Paper Place 
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CALGARY CITY HALL | COURTESY OF 
MEETINGS AND CONVENTIONS, CALGARY 




















A A t CALGARY 

.Art ofthe 20 

BOOK 13 


www.cbbag.ca 


Opens in Calgary at the Museum 
of Contemporary Art, July 12, 2013 

This sixth juried exhibition of members’ work marks cbbag’s 30th anniversary. 
Exhibition categories include fine binding, calligraphy, fine printing, paper¬ 
making, paper decoration, box making, and artists’ books. Over 200 works 
were submitted for the first round of jurying, of which 56 have been selected 
by jurors Jonathan Tremblay (Quebec), Karen Hanmer (United States), and 
Jason Dewinetz (British Columbia). The eight prize-winning entries are below. 




Above-. Best Overall (tied) Helene Francoeur’s “L’odyssee des vertiges” (left), and Karen Kune’s “Fractured Terrain.” 




Centre row, from left-. Cecile Cote (J. Hewit 
& Sons Fine Binding Award), Thea Paul 
(Papeterie Saint-Armand Calligraphy Award), 

Will Reuter (Ontario Craft Council Fine Press 
Award), Barb Helander (Harmatan and 
Oakridge Leathers Box Making Award). 

Bottom row : Peter and Donna Thomas 
(The Japanese Paper Place Papermaking Award), 
Claire Van Vliet (Colophon Book Arts Supply 
Artist’s Book Award). 


Art of the Book 2013 exhibition venues 


Museum of Contemporary Art 
Calgary, AB , July 12 —August 3,2013 

McPherson Library, University 
of Victoria, Victoria, BC 
November 22,2013 - March 24,2014 

University of British Columbia 
Vancouver, BC - April/May, 2014 


Affinity Gallery, Saskatoon, SK 
june 6 — (uly 13,2014 

Cordova Library & Museum, 
Cordova, Alaska 
September - November 2014 

Harriet Irving Library, University 
of New Brunswick, Fredericton, NB 
February/May 2015 


To book the exhibit or suggest 
a venue, please contact: 
Melissa Werner, Exhibition 
Booking Coordinator 
(AOB2013booking@gmail.com). 

Some dates have not yet been 
confirmed. Please check the 
cbbag website for updates. 
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ART OF THE BOOK PHOTOS | MIKE SCULLEN PHOTO | JACEK MALEC, 

COURTESY OF MOCA CALGARY 
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